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» you see what see? Do you hear what 
hear?" Is the Christmas season, and in 
he background my radio is tuned to a 
station playing that Christmas song. The 
timing couldn't be better as I sit down to 
write the introduction to this completely revised edition 
of my book Learning to See Greatively (Amphoto, 1988) 
Do you see what I see? Maybe, maybe not. Even if 
you're standing right next to me and 1 see something 


that 1 want to share with you, you still may n 





until all that remains is a glimpse. My daughters both 





a up ìn the sky the other day. It 
Wasn't until it was almost out of sight that I finally 
ted it 








it by then it was merely a dot in the vast sky. It 
was frustrating for all of us, to be sure 

Whar does this story have to do with picture thing? 
It is anala 





nus 10 picture taking and creative vision, All 











ating. with friend from the: local camera club, you 





now what E mean: Standing at the head of a trail you 
are bewildered, lost, and confused, while within min: 








ne else ls setting up a camera and tripoc 
three feet away, zeroing in on a graphic composition of 
autumn-colored leaves. You watch in amazement and 
ask the m 








field trip outings: "Why dic 





The answer may be a combination of things. P 





hap: 
you were preoccupied with thoughts about your job, or 
hadn't dressed appropriately for the location and were 
shivering like crazy. Not being able to see is probably 


the greatest hurdle every p 








see—you are faced with the next hurdle: composin 





that great stuff in a balanced and harmonious fashi 
1 know of no real rules that one m 


st follow to learn 





we, but Ldo know of many, many principles and 
techniques that are designed to help you soe. The aim of 
this book is to not only teach you how to recognize a 
picure-taking opportunity but also to challenge that 
conservative way of seeing that often leads to dull, ordi 
nary photographs; Throughout this book, many of the 




















two other compelling compositions that lie in wait next 
to the one you're currently shooting. There stil isnt a 
camera that instinctively recognizes the “decisive 
moment” And, there still is't a camera that will sys 
tematically arrange your composition in a bi 
harmonious fashion before you expose it digitally or on 
m. These are challenges that continue to be part ofthe 
wonderful world of image making, challenges for which 
the sole responsibilty of success or failure rests squar 
ly on your shoulders, 

When I wrote the previous edition of Learning to See 
Creatively, 1 had one goal in mind: to dispel the myth 
that the art of image making was for the chosen few. 
Based on the overwhelming and positive responses I've 
nd on-line courses, as 




















heard at my many workshops 
well as contained in the many letters and e-mails Ive 
received, I feel 1 reached that goal. This all-new, com- 
pletely rewritten and reillustrated edltion promises to 
continue 10 dispel the myth. In addition, Fve added a 
section on color in the "Elements of Design” chapter, 
and 1 discuss in depth not only colors value as a design 
element, but also ts impact on our mind and emotions 
And again through the use of comparison images, youl 
see the value of focusing your vision on line, shape, 
form, texture, and pattern, and how these elements are 
a strong force in creating truly compelling photograph- 
ic compositions. 

Learning to see creatively is also nery dependent on 
What your camera and lens can and cannot see, 
Captains of ships need to become very familiar with 
their maps as they navigate the world, making certain to 
keep the ship pointed in the right direction. In much the 
same way, your lenses are maps that 
new and enchanting lands. With constant practice, 
which comes by placing the camera and lens to your 
eye, you'll begin to visually memorize the unique vision 
of cach and every lens—both the pluses and the minus- 
es, The more you do this, the less likely you'll be to ever 
see the world in the same way again. You'll Jearn just 
an area a wide-angle lens can covet, or how a 
telephoto lens can select a single subject out of an oth- 
erwise busy and hectic scene. It won't be 100 much 
longer until you'll find yourself knowing, without hesi 
tation, what lens fo use as you see one picture-taking 
opportunity after another, 

‘Then, you can begin to take this newfound vision to 
even greater heights, challenging yourself 10 view the 
forest from a toad's point of view, or the city streets 
























in lead you to 

















how 














from a sidewalk point of view, or your backyard from a 
robin's-nest point of view. (Ladders are not just for 
house painting) Lie on your back at the base of a large 
fir tree and show me the point of view of the squirrel 
that raced up it only moments ago. Set your camera on 
the shoulder of the road, and fire away just as the big 
seini trick comes into view. A composition like this will, 
for example, make it dramatically obvious why it is so 
important thar the city council build a small underpass 
for the ducks that cross that busy road every spring: 

Whether or not your compositions are compelling 
depends not on some magic recipe, but rather on a 
thorough understanding of lens choice, point of view, 
elements of design, and final arrangement, or composi- 
tion, All of these are, as T said, “maps” that require 
studying, some more then others, Both your fears and 
preconceived notions will be challenged, How will you 
ever share with others the robin’snest viewpoint if 
you're afraid of heights? How will you share the busy 
sidewalk view ifthe idea of lying down on the sidewalk 
is t00 intimidating? Yow'll certainly hit a “reef now and 
then, feel compelled to abandon ship. 
at times 

‘This is perfectly normal 





























and you 








nd to be expected. And, for 
that reason, the exercises in this new edition are 
designed to help you get free of the reef and back on 
course. There are certainly times of bad weather, or 
lousy light, or a limited choice in subject matter, but 
these exercises will certainly dispel the myth that "there 
is nothing to shoot." 

There's a great deal of material in this book that 
addresses the what, where, and why of successful image 
making. "This is a book about ideas—ideas from. the 
siver that Nows through all of us. It is my intention to 
help you find the knowledge of where to fish; the 
courage to cast your net, and the strength to pul in your 
‘atch and harvest those ideas, This is not a hook about 
metering for the right exposure, or setting the right 
stops and shutter speeds, That information can be 
found in my other book, Understanding Exposure 
(Amphoto, 1990) 

Most of all, have fun with the er 
don't become preoccupied with 




















losed material and 
doing it righ; if 
there's one thing my students and peers have taught me 
ver the years, is that there sre no formulas or rec 

the pursuit of image making. I'sall about observation 
und thought. As Henry David Thoreau once said, “The 
not what you look at but what you see.” 












question is 
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ing of depth 











Exercise: Knowing What Your Lenses See 


JY ster you work digitally or with fiin 
X / photography allows you 10 create a 
vision.” How do you achieve the vision? 


In large pan by knowing what your lenses: see 
Chances are very good that you have one of those 
“street zooms" (see page 26). Depending on your lens. 
ih 10 either 28mm or 35mm, and 
this 











type, set the focal le 
make a point to nor change this at any time du 
exercise, Now choose a subject (a favorite barn or oak 
tree) or tke yourspouse, friend, or child into the back: 














yard or over to thë local park. From wha 
is necessary 10 do so, place your subject so that it falls 
me, allowing fora Jot of "empty 
rl to both sides. With the cam 






In the middle of the 
space” above, below, 












cera still at your eye, make your first exposure: 
begin walking, toward your subject; Every fiv 
take another exposure, mindful of course to keep tihe 
subject in focus. Keep walking closer until your Jens 
no longer capture the subject in sharp focus, 

One thing is sure to. result from this exercise. Your 
first composition will record! not only your main subject, 
but all of that ober stuff that probably detracts Fron it 
‘and your final composition should record st close-up of 
‘your subject, which not only cuts out that other stuff hut 
maybe cuts out some important stufl, 100, 

Now. without changing the focal length, repeat the 
exact same exercise while on your knees and then 











again while on your belly, Finally, once you'we gouen 
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as close to your subject as you cun, and making that 
last shot while on your belly, turn over onto your back 
and take just one more shot while shooting straight up. 

While walking on your knees, you no doubt dis- 
covered 





far more intimate portrait of the small child 
or perhaps recorded a far more intimate “portrait” of 
the barn that had the added drama of depth and per- 
spective since the golden wheat that surrounds it now 








fills up the foreground of the image 
while on your belly, you disc 





ethaps also, 
wonderful and 
fresh composition of the surrounding park fra 





ned 
through the feet and lower legs of your friend or 
spouse. And, most of all, you learned the inherent 
vision, when combined with differing points of view 
of your 28mm or 35mm focal length lens. 

But, you've only just begun! Make a point to de the 


same exercises at SOmm, 60mm, 70mm, SOmm, 90mm. 





and 105mm. If you maintain this regimen of “eye exer- 








ises? once a week for three months, you'll have a vision 
that is shared by fewer than 10 percent of all photogra= 


hers, and it will be a vision thar gets noticed. At that 





‘next on-location photography workshop, you won't be 
in that group of students 
about what lens to use. 





andering around uncerta 
Once you've integrated the 
vision of your lenses into your mind's eye, you can 

ind at the edge of a meadow or lake and scan the 
entire scene, picking out a host of compositions even 
before you place the camera and lens to your eye 

Ie is my belief any cre- 
atively — 
cannot begin as long as you are feeling anxious and 
lost. Understanding the unique vision of your lenses 
and differing points of view will set you on a joumey 








nd strong conviction tha 
wor—including learning to see 











of unlimited possibilities! 


$ the sun neared the 
horizon to Ihe west 
behind me, | moved off 
Ihe joy ond over to the leh, 
staying on the nearby shore- 
line. Since !he Iselmeor wos 
unusvolly colm this day, | 
knew o mirrored reflection 
would be present. What | 
didn’t know was that the sun 
was olso reflecting in the 
lighthouse windows. | quick 
ly set up my tripod ond 
mounted the comera ond o 
80-200mm lens. My fis 
compositional choice wos lo 
set the focal length to 80mm 
cond compose this pleasing 
horizontal (opposite). To odd 
some additional color to the 
scene, | ploced an FIW filter 
{not 10 be confused with the 
FAD) on the lens. (The FLW, 
like the FLD, imports o 
magenta color, but the FW 


is a deeper shade of mager- 
Jo.) With my opertur set fo 
1/11, | then adjusted the 
shutter speed for 0 1/15 
sec, exposure and fired off 
several frames. 

Another opportunity 10 
shoot a vertical composition 
loy right before me. After 
loosening the ipod collar, | 
spun the comera and lens to 
the vertical position, and 
then zoomed out to 180mm 
‘ond framed a much tighter 
composition ol just the light 
house and its reflection le}. 
With the aperture set to 
17/22, \ adjusted the shutor 
speed un 1/4 sec. indica 
ed o correct exposure. 





[Opposte: 80-200mm lens at 
BOmm, 1/15 sec ot f/11 
Leh: 80-200mm lens ot 
180mm, 1/4 see. 011/22] 








to the foreground rocks, and eighteen inches closer to 
he tree hark. These wide-angle lenses, more than any 
thers, are capable of creating some very upeclose<and: 
personal moments, 











bad rap from some amateurs because these lenses 
make creating good composition more challenging. The 

1 common complaini—"I just makes everything 
small and distant, and it gets way too much stuff in the 
picture™—is precisely the reason why these lenses are 





my personal choice for most of my landscape work. 1 














love the sc naterial that wide-angle focal lengths 
bring inside the frame. All that “stuff” provides fertile 
ground for selecting subjects to manipulate and empha 
dze. The trick is to pay attention to your point of view 
and, subsequently, to pay close attention to whats 
ing on inside the viewfinde 





In addition to its much g 











from foreground to background. This wonderful illusion: 





jective can serve as the “hook” that 


results in the viewers immediate participation when a 





ground subject is utilized. Noted photograph 








such as Ansel Adams, David Muench, Carr Clifton, Pat 
Obara, and John Shaw, to name just a few, have used 
their wide-angle lenses to make some truly: emotion: 
filled storytelling imagery, Almost always without fall, 
their images have viewpoints that encompass immediate 


foreground interest: the bark of a tee framing a distant 






farmhouse, the round stones at the edge of a lake, or 
the vivid blooms ina wildflower meadow at the base of 
distant mountains 

Compositions of this type will always evoke power 
ful emotional responses from viewers, whose senses of 








ile living in France, | 
hove been fortunate 
to moke three annual 
summer journeys to the 
Valensole Plain ìn southern 
Provence, ond | sll have yet 
to even come close to captur 
ing all of its boundless beou 
ty. The Plain attracts many 
tors om all pars of the 








world, many of whom, not 
surprisingly, come equipped 
with their cameras, What is 
sally not surprising is thot 
most of them stand at the 
edge of the many rows of 
lavender and frame composi 
tions that are seldom inviting. 
A classic example of this is 











the image above, which | Note the deliberate inc 
shot holding my 17-35mm of the lone cloud on the hori- 
lens set 1o 20mm. As so zon ond how it helps to 
mony have done before me, — import an even greater sense 
| stood ot eye level, and of distance from front o 
framed somo rows of laven: back, To get this, | had my 
dar and o tree with the sur- camera ond 17-35mm lens 
rounding hills for offin the on a tripod, the focal length 
distance. I's a nice phoi again at 20mm, and my 
graph, but it does lieto aperture set to 4/16. | then 
Invoke the viewer's sense of preset Ihe focus via Ihe dis 
participation. By simply ge tance setting and simply 

ting down low and shooting adjusted the shutter speed 
from the honeybee’s point of until 1/125 sec. 

view (lef, | awaken the a correct exposur 

















viewer sense of smell and 
touch, Additionally, this 
imoge has cleaner and 
mote graphic composition. 





20mm, 1/125 vee. or 1/16] 




















Oftentimes, all thats required of you is to place yourse 
in that wikllower mexdow and be willing 10 ch 
Your point of view 

In addition to your willingness te get down low in a 
meadow to. create emotion-filled, storytelling composi 
tions don't forget the literally thousands of other land 
scapes. All it takes is a iule imagination and one very 
simple question; What does the world look like when 
viewed through the “eyes” of fresh strawberries on the 
Vine, or a child's erushed ghisses at the local play 


ound, or a lost pacifier at the local shopping mall, or 








the dead owl 



























Nevada desen, or a rake gathering ai lord 
leaves, or a starfish clinging to the rocks a low 
Time to yea those worn-out dungarees—you' v 
begin spending a lot of time on your knees and/or belly 
hat does the world chose an aperture of //16, 
look like through the preset my depth of field via 
eyes of one ofthe Ihe distance setting, adjusted 
local tomeals on the small my shutter speed until 1/6 
folion island of Burano neor sec. indicoted a correct 
Venice? In order to answer exposure, ond proceeded fo 
this question, chose to meet shoot several frames 
tho cat of is eye level, ond Alíhough | speok no holian, 
thot could only mean one Im quite sure thot a conve 
thing: lying on my belly. Do! sation was taking place 
evor foel intimidated athe behind me about the man 
prospec! of dropping to my with the camera lying down 
knoes or slomach to gel he in Front of cat. 
shot? Absolutely Ido, but Facing your feors headon 
only when I have an “audi will definitely improve your 
‘ence! —like the two elderly roto ol success tenfold if not 
‘couples on their front porch: more. On those few occo- 
€ fifteen feo! behind me sions when I didn't foce my 
‘while moking this shot. They fears ond toke the shot, my 
hod certainly noticed he abiliy fo “see” was, for the 
stranger with the camera remainder af the day, cloud 
‘gear, and |, in turn, felt some ed by a sense of loss obout 
overwhelming shyness. not taking that really great 
As Lohen do at times like shot of... So, are you 
this, I simply ask myself, “Am ready for the ultimate chat 
I going to put a potentially lenge of focing your feors 


compelling image on film, or headon? Get on your belly 
‘am | going to just walk away and show the world how 


because a few people Manhattan looks from the 
appear to be watching my  sidewolk's point of view— 
every mave?” Obviously, | preferably of noon! Fear of 


‘made the decision to face looking “foolish” to those 
my fears as I most ofen do, around you should never be 
and wih a poir ofateody areas for not ereaing o 
elbows, | handheld my com- compelling image. 

so ond Nido 17-35 BER 
wideongle lens, usinga 117-35mm lens at 17mm, 
focal lenghh of 17mm. Iihen 1/80 sec. a1 #716] 
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created with the lens 
everything smoll and 


dramatic 
ather thon filing the 


stuff. And, true to its reputo- 
tion, the wideangle lens did 


le 1o fill up the fram 
rength and power 
a fost approaching hail 


ropher can describe 


Ibis point | hod done 
ing up through 
stands of frees in the Wo: 
but had never used th 
Int in on industrial 
I didn't use a rt 
























widest of all je lenses, is a 
ideal Jens for photographers who an found ie oi a hal, 
never seem to keep their h jes ESS feet 

aight! Most fish-eye lenses will naturally 
end" the h ine with the slightest tilt of the ca 90 feet above this oil 
The full-frame fish-eye fens incorporates a signment 
ld largest 
extremely wide angle of view—upward of 18% 
degrees —and it can also focus extremely 


mmpany’s worldwide pres 
fence. A wide open ocean, 


d my fish 


eye lens all combined for a 





the lone tonker, 





tion that successfully 











conveyed this ideo—cover 
ing the globe.” With my 
camera and Nikkor fullframe, 
4mm fisheye, | sel the 
aperture 10 1/8 ond adjusted 
the shuter speed to 1/500, 
sec, To avoid recording the 
helicopter’s blades ovathead, 
'osked the pilot to "pitch" 
the helicopter so that it was 
‘angling away from the 
‘ocean, and | then stood out 
‘on the skid ond leaned over 
in the opposite direction 
while shooting down, 


[1.4mm lens, 1/500 306. at //8] 








n 1993, | was invited by 
1 Chinese government to 
‘came 10 Beijing and spend 

ten days photographing the 

city and its people in an 
effort to help them win their 

bid for hosting the 2000 

Summer Olympics. Although 

their bid was not successful 

I hod a greot deal of photo- 

graphic success. | was living 

a photographer dream as | 

wos provided with a chouk 

Feurckiven Mercedes Benz 

‘ond two Chinese assistants 

‘both fluent in English and 

both having tremendous 





influence over the Chinese 
people | photographed 

On one such occasion, 
stopped lo make a photo 
graph oF a group ol people 
ascending the stairway in 
the tunnel between The 
Forbidden City ond 
Tiamamen Square [oppo 
sits]. While composing his 
image, two litle “gis” in 
the frome—in brightly cot 
ted dresses—cought my 
‘ye, ond | tld one of my 
assistants that | would love 
to get a shot of them bath in 
the square, The words had 
barely leh my lips when, as | 
climbed the stairs few min 
Wes later, they were thera 
waiting for me, along with 
their parents. Kneeling fom 
six feet away and zooming 
my 35-70mm lens 1o 
Omm, I wos able to fil he 
frome wih the two children 

Aher fring off several 
frames, | asked (os | always 
del foro model release. 
also leared—as | hod sus 
picions—that the child on 
Ihe lef wos, in fact, a boy. 
Ho loved his twin sister's 
dress so much tha, Follow 
ing much insistence, his 
mother purchased one for 
him, os well. Now that's 
what | call a mother’s lovet 


[Opposite: 80-200mm lens, 
1/250 sec. at //8. This poge: 
35-70mm lens at 701m, 
1/250 sec. ot 1/5:5} 





smeer zooms 





hooting environmental 
cido 

vih Io ste! zooms. 
My definition of an environ 
mental portrai is an image 
in which both the subject 
and a portion of the sut 
rounding environment are 
included and defined. In 
particular, | favor the 35mm 
and 50mm focal lengths, 
They ore the ideal choices 
for geting in close without 
causing facial distonion, and 
they both do a good job of 
rendering just enough of he: 
surrounding environment 

On an assignment for 
Kodok, I had the opportunity 
to shoot a number of city 
kids playing soccer in on 
alleyway. While composing 
the portrait of one boy, 
another young boy was busy 
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leaping repeatedly os sever: 
al oher boys kept kicking 
soccer balls his way. With 
my comero ond Nikkor 


35-70mm lens on a ipod; | 


was assured of recording a 
composition in which Ihe 
bulk ofthe frame wos filed 
with a portait while the boy 
leaping in the background 
mode a whimsical addition. 
IF you take your hond and 
cover up the leaping boy, 
this image immediately 
appears fat and ho-hum. Is 
fair to say that without the 
added environment, ihis pic 
ture would not succeed. 


185-70mm lens ot 35mm, 
1/250 see, ol f/11, Kodok 
Max B00 [which accounts for 
Ihe higher shuter speed with 
this apertura] 


uring a lunch break 
Diirsersisomen 
steel mil in southern 
Ukroine, | osked one of the 
cleaning ladies if she would 
pose for the comera, She, 
unlike most of the other mill 
employees, had no trouble at 
all smiling, and perhaps that 
was part of my motivation in 
asking o toke her picture. 
While holding my cam- 
ero, it seemed natural to 
place her in the middle of an 
otherwise desolate factory 
landscape. Alone among her 








depressing surrour 
sill manages o smilo—l lova 
the human spiril! Before 
thanking her and getting a. 
signed release, | also made 

a point to walk closer to heti 
changing the focal length 

ever so slightly and placing 
her a bit off center in the 
composition. And 
foil, she continued to smile 
os Í Fired off several more 
frames (opposite) 








[Both photos: 35-701 lens 
1/60 see. ot 11} 










DR 
[rindo 








‘and filled with 
the summer of 1997, fellow: 
ing the construcion of our 





backyard swim 





ing po, 
| ws hited by Kodak 1 





sario of nagos for 
r 
‘an upcoming Kade show, oi 





ros. OF the muny image 
1 mado ovar tha courso o 





days, this one roma 





cone of ry favoritos, ond it 
was alia Teaturad in 
Communieanlon Ar 
Photography Annual 2001 
As o rosuli of so mony 
prior ozporiancos climbing 
Jaits, ons, and laddar 


Ya locking 











downward, | know thatthe 





graphic 
ball and 
ins would rasult from shes 





ing roan o high viowpei 
a twolvofaot seplad 





‘atthe edge of the p 





1 oskad my subjact 1o taka 

ono stop ino tha pool and 

my assistant to float tho ball 
on. A faw sacon 





into pe 
lator, with minimal 











the war, | go this 
ition while handho 
ing ey ctmord ond N 
35-70mm lan 

















zot 1o he 
70mm focal langih. Wirh my 
‘aperture sot to 1/11 

ply adjusted tha shutter 
spaod until 1/125 soc. Indi 


cated 0 correct exposure, 








[25-700 
1/125 


lans ot 70mm, 
at MUI) 

















| N ding ther 
Biomes with most of 70 
pute in getting out i 
4 Ido 
Nikkor 
k n shooting only at the 
‘August, Ihe Mount Adams 35mm focal length, Th 
flower lover’s paradise. C hoo! macro/close-up sh 
por, called B k and still maintain the moder 























-omposition in em 





all group Jistant mountain, here 
ish ond, with n't a 35mm comero/len 
1/22 ombination that woul 











Mount Adams would in fo from such a close fore 
record on fim os an outok ground through io ati 
focus but very definable el- lo use a 4x5 view camera, 
inthe com f 
J have composed [Both photos: 35. 








0% the ety, 
Conlin la 


Germany, | was heading out 
the door to do my weekly gro- 
cary shopping when | remind 
ed myself to bring my camera 
‘ond Nikkor 35-70mm lens. | 
don't know about your own 











experiences, bul I'm in tho 


habit of always taking at leost 
70mm 


my comera and 
lons with mo whe 





avon on those d 
‘0ally no looking 1 loko pie 
‘tes. This has enabled me to 
snag 0 few prizewinners now 
‘ond then, and this picture is 
one of them i was later fo: 
luted in o national advertising 
campoign promoting 0 new 
video game by Nintendo and 
in Communication Arts 
Photography Annual 1993. 
Throughout the day thot | 
‘made this image, southern 
Bavaria had been experienc 
ing thunderstorms, AS | wos 
returning home from the gro- 


cory storo, a rather largo win- 
dow of light opened up to the 
wost. At about the same time, 
1 was possing o rural land 
scope with lots of graon pos 
tures and one lone cov | 
quickly pulled over, knowing 
that the cows of Bavaria ora 
naturally curious and this one 
would, in all likelihood, 
approach me as | stood in 
kont of tho fence that sur 
rounded the field, My hunch 
was correc, and as the cow 
gol closer, the light just kapt 
geting better and bener. With 
1 focal langth of 35mm, 1 
potienlly waited for the cow to 
AII the frame and wasted no 
time in iring off just wo 
frames! | was ou of lm! | 
had failed to check the film 
counter on my camera before 
leaving the house. Hod | done 
50 ol tha ime, | would hove 
put in a fresh roll 





135-70mm ons, 1/125 sec 
a 


What If... ? 


nee you begin making discoveries 
about how your lenses see, don't he 
surprised iF you find yourself at tines 


consumed by the question “What if What 
if you focus close, on your toaster and, as the 
blue smoke rises from inside, invite your 
wife—wih the baby in her amms—io nun 
toward if What i you focus on a passport lying 
on the sidewalk and include a businessman 
getting Into a tax In the background? What il 
you focus on a boule of sleeping pills with a 
woman asleep In her bed in the background? 
What if you focus close on a broken window- 
e with a solemn-looking litle boy, glove 
and bat in hand, in the background? Whar if 
you focus on part of the hand and thumb of a 
hitchhiker on a busy interstate? What if you 
focus close on a used syringe in an alleyway? 
What if you focused close. - 7 











STREET 200NS 















afery- Me is the telephoto lens hat truly can take us heavy 2000mm. Althougi eng telephotos, 
nthe 1t is, for many photographer the discriminating shooter, the telephoto zoom, or 
in addition 10 the telephoto lens’ ability to make big Ten years ago, the tel ed upon 






















ty, Telephoto lenses are available pher. Aside from the SLR 














my comera ond 
80-400mm lens on 
a tripod, | chose a 





distant viewpoint ond set the 
lens 10 80mm. Al 


on okay sho (op, it al 





hort of capturing ihe 
grandeur of the londscape 
behind the 





fend. 
ject, my frien 






open sky, | wouldn't have 
pon sky, 





t os easily hove 





token him to Ihe local park 





near his feet, shooting 





upward wilh a superwide 





angle løns against a backlit 
sky. lt wasn't until I changed 
my focal length to the 

300mm range, that | got the 





je mountaintop 
against rolling hills. An aper: 
ture of 1/32 assured maxi 


mum depih of fel, 





Top: 80-400mm lns o 
Balto 80-400 le 


























s I mentioned eorlier, 
the telephoto lens hos a. 
naturol tendency to 

reduce depth of field ond 

-ompress space, as well os 
ds ond 
io muted tones 
id/or shapes. 

When | saw this elderly 

man in a small village in the 

Alsace region of France, it 

wos on immediate nobrain- 

er, Overflowing boxes of 
flowers surrounded him on 
both sides. "What a great 
background!” | exclaimed to 
myself and to the two stu 
dents who were with me ot 





reduce bockg 
foreg 

















the time, His warm and 





friendly smile was an obvi 
ous invitation fo 

tion, and 
was a local woodcorver and 


had lived 


his whol 








this small vilage 
life. Being asked 
was, in his words, 
1d my two sl 
dents and | wosted no time 
in taking his picture. 
Although the first photo 
graph is a ge 
a simple ond pleasing envi 
it doesn't 
come close to capturing the 
warmth of his smile or the 
texture of his face. So, | 
asked him to stond no less 
thon ten feet in front oF the 








d example of 




















flowering window boxes. 
Then, 

80-200mm mounted on my 
tripod, | set the focal len 
fo 200mm and the apert 
10 (/5.6. This combination of 
distance betweon subject 





th my camera and 





‘ond background plus the 
lange lens opening assured 
ine of recording a razor. 

sharp image of the subject 








belly abou! (wen 
front of o large evergreen 








hedge. | f 
ing him at his eye level, ond 


was able lo record Ihe bock 
ground h 
out fone of 
served as a nice be 








[300mm lens, 1/500 se 











i's so "French" lo go fo jhe 
bakery every morning and 
buy your baguette. I no 

Greener loser 

bisto, and restaurant owners 

corrying armloads of 
baguettes out of the bakeries 
ond onto the streets os the 
head back to iheir own 
places of busi 





E oros UA 
Popata fer En Uon 
er wilh Me 





Frmedlaily hough Phe 


opl"—and as she headed 





out ihe door, we agn 








meet near tho bake 


y ofer 
she made her purchase and | 





went fo gather up my gear 





With my Nikkor 80-400mm 


lens and comera mounted on 
ripod, | was able lo com: 
press Ihe space in the back 
ground and narrow the depth 
field considerably with the 
al length set 1o 400mm, 














180-400mm lons at 400mm, 
125 wc. 011/50] 


hoosing a viewpoint hom 

‘above and then shooting 

down can often reveal 
some new exciting compos 
tions of tired and wornaul 
subjects, Mos! often, a high 
viewpoint is combined with a 
wide-angle or "normal" lens 
Rarely is it used with a lale- 
photo, unless you're really 
high up, such os on the 
roaftop of a skyscraper oF In 
‘a helicopter. But since | was 
in one of hose rulebreaking 
moods, | shot this picture of 
my friend Fabrice while look 
ing down from my second: 
floor window (opposie) 
‘Again, solely due 10 Ihe el“ 
photo's inherent compression 
of space, the normally 6! 2° 
Fabrice wos reduced in size 
Holding my camera, | chose 
10 focus on the sunglasses on 
top of his head, 


(80-200mm lens 0) 160mm 
1/125 sec. at 1/9) 


wo qualities of the telephoto are its inherent 
ly shallow depth of field and its ability to 
compress the relative position of objects in a 


scene, thereby giving the impression that the space is 
crowded." Try this great visual tele-200m exercise 
that 1 know will help you “see” with this unique lens, 
Take out your Camera and tele-zoom, and frame a 
person right in the middle of the viewfinder with the 
lens set to its shortest focal length; for example, if 
using a 60-300mm, set the lens 10 60mm. Make cer 
tain th: 


the person is nor standing up against a wall 








or hedge, but rather is at least ten feet away from any 
background. Also make sure to frame the subject so 


that the head is at the very top of the frame and the 





feet are at the very bottom, Now take the picture 

Then, zoom the lens to the 135mm focal length 
and walk backward until the person's head and feet 
are once again near the very top and very bottom of 
the frame. ‘Take a picture, Notice that when you 
frame the person at the shorter focal length, the back: 
‘ground is far more discernible than when you photo: 
‚graph. the person in exact proportion at the longest 
focal length, This lack of depth of field (the fuzzier 


background) at the longer telephoto range is why 





experienced photographers choose this tc 





iger le 
photo range for selectively focusing subjects such as 
lowers and simple portraits 
If you can record this effect with a moderate tele 
photo lens, such as those in the 135mm range, imag 
Ine how much fuzzier you can make backgrounds 
with the 200mm, 300mm, and 400mm focal lengths 
Interestingly enough, the closer you physically move 
\ 





Ward your subject, the more diffused and less 





defined your backgrounds become, In effect, you can 
turn that busy and colorful wall of graffiti into a sen 
‘of multicolored tones by simply choosing to photo- 
‚graph your subject ten to fifteen feet in front of the 
wall with the tele-zoom set to 200mm or 300mm. 
There are also the super telephotos, which range 
in size from 500mm to 2000mm, but they are seldom 
used. by amateurs—not because they aren't fun 10 
Work with, hut because of their exorbitant cost. One 











ulacturer currently sells jis 600mm F4 
lens for $7,800, Any ta 
are useful, but they're reserved, for the mos 
the profession: 





en? Obviously, these lenses 
pa 

or serious amateur photographer, 

especially those who shoot sports and wildlife 








‚for 





If your curiosity about these longer telephoto lens- 
es is to much to ignore, consider calling up the local 
“pro” camera shop. Chances ily good they 
have one of these "big guns” available on a daily or 
weekly rental basis, With a litle preplanning, renting 
‘one of these hig lenses could reap big rewards, Who, 
knows? Perhaps on your next African photo safari, 
you may be the one who captures the “Kill in a fresh 
and exciting light and, before you know it, has made 
$10,000 on that one image—and all for the price of a 
rented lens. 















Macro Photography 





























pea 
on ¿uba 


|r le 


other hand, 1 am a big fan. of extension tubes 











E 
that fit between your camera's body and lens. They 


y tubes are nothing more than metal rings 





extend" the rear element of the lens away from the 
camera’s film plane, and optical law states that the 
farther the rear element is from the film plane, the 


closer you'll be able to focus, Since extension tubes 





have no added glass (hey are just hollow metal 
tubes), they don't degrade the sharpness of the lens. 

So, what lenses do 1 recommend using with exten- 
sion tube? My personal favorite combination is 





36mm extension tube with « 300mm or 400mm focal 





length lens. As you may know, these long telephotos 
do bri 





distant subjects up close, but they also have 


‘one major drawhack—their inability to focus really 





dose, Normally, these lenses cannot focus any closer 
than fifteen feet, but with the ald of an extension 
tube, their ability 10 focus closer is improved. 





here's nothing like spend- 
T= a very leisurely after- 

noon among over fifty 
iguanas inside on open-air 
garden, this one in 
Singapore. | was free to 
room, as were they. Toward 
sunset, hey appeared even 
more lethargic than they 
were earlier in the day, and 
it was my hope that | could 
fill my entire frame with the 
lone eye of one iguana sur- 
rounded by the beautiful tex- 
ture of ils skin. My earlier 
‘attempts in getting close 
enough had mode the igua- 
nos get skitish and run off 

| chose one particular 
iguana because it, more 
than all the others, appeared 
to be the most tired, as well 
as the oldest. | reasoned that 





age and fatigue would be 
my allies. Slowly, | crowled 
toward it,-all the while keep- 
ing my camera and Micro 
Nikkor 70-1 80mm lens to 
my eye. With my aperture 
set to f/16 I had already 
adjusted the shutter speed to 
1/60 sec. All | needed was 
to keep my eye on thot 
viewfinder. Occasionally, as 
| got closer | would fire off a 


frame or two but, within min- 





utes, was almost there. As | 
finally reached that point at 
which I could focus no clos- 
er, | saw that my viewfinder 
was filled with the lone eye 
and the surrounding texture. 





[Opposite, both photos: 
70-1 80mm lens, 1/60 sec 
ot//16] 


know of no lens that can 

break through those feel 

ings of lethargy and ape 
thy quicker than the macro 
or close-up lens. All you 
hove to do is point it ot 
almost anything. While visit 
ing my brother in Seattle, | 
awoke to find his backyard 
covered in dew. Deflated 
and slung over a chair was 
one of his summer remnants: 
a lone inflatable raft 





Although the air had gone 
out of it, it was still teeming 
with life—very bright and 
colorful. Over the next twen- 
iy minutes, | managed to 
shoo! more than seventy 
graphic, fullframe composi- 
tions of line, texture, and 
pattern. | felt wonderfull 


[This page, both photos: 
70-180mm lens, 1/15 sec. 
ot 1/32] 
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What Makes a Striking Image? 




















le, 100, And the 














subject. All of these elements 


ture, and color. They can be experienced as either hard 




















abandon. Your memory and 


F hese gloss blocks ore 
part oF a short wall 
enclosing @ friend's front 
h. 1s this image "or"? 


5 
As with all or, he answer is 





subjective, bu! one thing is 
certain: ls on image with 
impact—ond for good reo: 

Ws on image of 





ape 
tine, texuro, and color, an 
image hat's made up solely 
from the elements of des 





195-70mm lan, 1/60 so 
a) 





Exereise: Mastering the 


Basic Prineiples of Design 
F £ 


us ago, T began giving students an exer- 
ise that T sull use today, lt can help not 
only expand your vision but also reveal 


pans of your inner psyches your likes and dislikes, 





Gather up about eighty of your images, prefer- 
ably those without people in them. (f you c 

find eighty people-free images; gather up eighty 
images with people in all of them) Set them aside 
for a moment, and take a sheet of blank paper and 
draw six columns on it At ihe top of each column, 
list ane of the following: line, shape, form, texture, 

















pattem, and color, Now, begin looking at your pic 
tures, one by one, with a critical eye, Carefully study 
‚each one, and make a check mark in the columns 
that best des ments that dominate the 








composition, It is more than likely that one or pos: 
sibly two columns will have more check marks than 
lan 
i and the arrangement of 


the others. Consciously, we all favor cerain dk 
elements, Both the cont 











your pictures reveal something about your psy 
che—assuming, of course, that your reason for ta 





ing pictures Nows from your own feelings and 


responses to the world around you, and isn't simply 





an attempt at duplicating someone else’ style 

Take notice of which columns have the least 
check marks, These are your "weaknesses," so grab. 
your camera and head out the door with the goal of 
creating imagery that addresses these weakne 
Take only your telephoto or telephoto zoom. Either 
of these I 











s reduces perspective, which 
enhances good visual design since the factor of 
depth has been el arik 
telephoto lenses also have a narrow angle of view 
‘which can further eliminate surrounding clutter and 





uted, As discussed 





let you focus on the specific visual elements you 
want to emphasize. 

When I wrote the first edition of this book buck. 
in 1988, my line and pattern columns were heavily 
checked. Fast-forward to the year 200: 
for the first time, an equal amount of cher 
ünder all of the columns—and for the first time that 
includes Ihe texture column! Mastering, the: basic 
principles of design will be a liberating experience! 
These principles will allow you to chart your course: 
“and set sail on an ocean of ideas 








WHAT MAKES A STRIKING IMAGE 


Line 





hile standing in a line 

outside a Hindu tem- 

ple in Singopore, the 
women in front of me pre 
sented a fabulous composi 
tion with hat long block line 
of hoir contrasting against 
her bright oronge sari, Since 
she wos o bit shorter than. 
me, and so that | could keep 
the line of hor block hair por- 
allel othe film plane, | squat 
ted down just o bit before 
moking the photo. |i was 
easy to do this since | wos 
holding the camera and not 
using a iripod. 


ELEMENTS OF DESIGN 





W might be a bit unnerving 
lor some photographers o 
take this kind of shot for fear 
the woman would turn 
around ot he sound of the 
camero shutter going ofi. If 
she had (he didn] | would 
hove simply explained the 
reosons for my enthusiasm 
nd hoped that she would 
have been flatered. Although 
1 believe in osking first before 
taking someone's picture, 
there ore stations in which 
the timing won't allow it, 


[55-70 lens, 1/250 sec. 1/8} 





~N [the six elements of designing 


\ stave, form, texture, patern, and 








Pp color—which is the strongest?” tine 
FF without line there can be no sh 








without shape there can no form, with 





out shape and form there can be no texture. And, with 
out line or shape, there can be no pattern. 
or short, thick or thin, Ite 





A line can be long 








meanings of line cannot be overlooked, Some off us 


xperience 4 thin line as sickly or unstable, and yet off 


ters see it as sexy, cute, and vulnerable. A thick line für 





ome may feel stable and reliable, but for olle 
unhealthy and stern 

In nature, curvilinear lines dominate. ‘They are the 
Wind, the rivers, the surf, the dunes, the Hill 


Curvilinear lines are experienced by most as soft, pene 








vin 
nature, the most obvious being mountain ranges andl 
their peaks. They have also shaped much of historya ai 





swords, Jagged lines can be experienced as sharp, dine 





ul, chaotic, and threatening, Even thé 





Investor on Wall Street is all too famillar with the chas 
juseel by the jagged line 





of movement 


activity, and speed, It is solic; it is decisive. The eyelish 








ws the diagonal line presents a challenge poing up) 
and the exhilaration of speed going down; The diago: 





nal ine will always breathe life into an otherwise stati 





composition. Being conscious of the subtle feelings 








photograph’s emotional impact. 








though the S curve 
Art 
nature—for example, a 
meandering sream-i's also 
evident in the man-made 
roads and trails of he coun 
trys. Considering that this 
is a fiat landscape, someone 
hod the “compositional fore- 
sigh!” to build his rood in 
the form oF a simple S curve 
through he postureland of 
Bovario, Germany, Clear 
the road could have 
buil straight since here are 
no rocks or trees to avoid 
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When I saw this scene in 
my reor view mirror, | feh 
compelled to stop the cor 
and photograph it. With my 
comera ond Nikkor 300mm 
lens mounted securely on a 
tripod, | chose on aperture 
of /32 for maximum depth 
of field and then simply 
adjusted the shutter speed 10 
1/30 sac. This imoge wos 
later used by Volkswagen of 
Americo in heir 1996/97 
newecor catalog thot wos 
sent 1o all he dealers 
Volkswagen didn't buy Ihe 


use of the photograph from 
me directly but from my 
stock agency in New York. 
When | made the image, | 
certainly did not have 
Volkswagen in mind— sim. 
ply wanted to capture and 
convey the meandering, 
corefree, ond stress-free 
rood. Yau just never know if 
when, how, of by whom the 
images you make today will 
ever be used 


[300mm les, 1/30 see 
011/32) 


nlike the S curve of he 
(ii sore ramte 

power of the wo com- 
verging parallel lines formed 
by the rows of trees flanking 
this straight road in West 
Freisland, Holland. This 
direct type of line is ofen 
associated with the business 
world. The message is "stay 
the course, keep your eye on 
the goal ahead.” There's no 
slow, meondering message 
here! it knows where i's ok 
ing you 


[80-200mm lens at 135mm, 
1/30 sec. 011/22) 





























Jo the bolos, and made 





iew and a another pholograpi 





lr ma 











comp mpho- te, bottom). T 

ore ohen vital fo the success sized the dramatic sky even closer until one bole 

fo landscape image Handholding my camera filled almost holf of the 
londscapes are m with 17-35mm len lower portion of the fran 
preferred, since side- the aperture to £/16, adjust (below), ln oll ihres phorc 

dra revolt fom beter edo uo send grop and shape 

an any other ligh 1/125 sec., and made Jominate mposition 

dition. In this se pl fi posit 

¿rophs, | began near the red farther [All photon: 17-35 














hen | awoke one 
morning, | hod frost 
covering much of tho 
indows inside my house! 
1d Wh no}, since the 
huso | wos living in of ho 
had a broken oll fur 
68 and the tomperatures 
ight hod dropped to 
pla digits? As ona who 
“Baloves that when life gives 
¿you lemons you should moke 
node, | was quick Io 
ab my gear ond shoot 
hese magical details [oppo- 
ste) Wih my comero and 
Micro Nikkor 105mm lens 
“nia ipod, | moved in lose 
on a number of frosty tex 
loros. Wi the lens and com 
ra parallel tothe window, | 
‘those an aperture of //11 
“and simply adjusted the shut 
“Tet speed to 1/30 sac 


POS fens, 1/30 sec 0 1/11) 









ile awaiting the sun 
sat along Oregon's 
central coast, | took 
‘ote ofthis smal trieling 
stream of water that flowed 
out of a nearby sandstone 
cliff behind me. The worm 
late afternoon light and the 
blue sky overhead wore 
reflecting in Ihe water asi 
cut a meandering path 
through the sondy shoreline 
(let), Wih my comero and 
BO-200mm lens mounted 
securely on o tripod, | 
zoomed oul Io 200mm ond 
filed the frame with texture 
(ebove). For maximum depth 
of field, I sot Ihe aperture to 
17/32 ond adjusted the shuter 
speed to 1/30 sec 


[Top 80-200mm lens ot 
200mm, 1/30 se. of 1/32. 
Bottom: 35-70 lens ot 
35mm, 1/60 sec, ot 1/82) 
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reap ye 
g my comera bo 
pee hile lying on my PES 





















ren a nearby lie o 


WE 
` iy of lyon e 









ile photographing 
down on a small 
group of flaming 
urong Bird Park in 








scene, interrupting ho pot 





torn made by 


This “disn 


e flamingos. 
on” immediate 
ly became the scene's center 
of on 





{95-70 lens of 70mm, 
1/125 sec. 01/11] 
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‘ond | simply framed 
front of the patterned 


id against which he 


was alread Sir 
disrupt 


bacat 


NOs 








the pattern, he 
the focus 


lens, 1/250 s0e, a 15.6) 








Tomy one 





ked dinner plates and 
of their edges. Or 





get the patterned co 








table (or even use the drinking straws that you can take with y 





ext toa southfocing and lens on o tripod, | 
window, | set up my looked at the scene before 
wornoulcard fable me and, after doing some 

wilh a blue glossy board en minor rearranging, filed the. 

Yop. I felt his addition of frame withthe patierned 


color would bring needed 
contros! fo the silverware thot 
wos about to dump on the [35-70mm lens, 1/15 sec. 


een nass | 





Color 


‘ome time ago 1 was sitting in a local café in 
Lyon, France, reading the day's news in the 
International Herald Tribune. Several minutes 
following my arrival, nwo young men walked 
in and took a seat within earshot of me, What 

caught my attention was one young man’s overstuffed 
camera bag and the two Nikon F100s hanging from his 
neck, He was either a very serious amateur or a s 
soned professional. Over the course of the next thirty 
minutes, their discussion centered around photography, 
and of all that they said, one comment made by the man 
with the gear stood out the most: “Color is so obvious. 
Where is the surprise in that? The real art in image-mak- 
ing lies in shooting black and white 

‘This is neither the time nor the place to begin a 
debate on what constitutes art in photography, whether 
in color or black and white, However, this is he perfect 
‘opportunity to address the fact that color is indeed obvi- 
t, that many photog 
cally saw color, they would 




















‘ous. It is so obvious, in f phers 
don't see it at all! If people r 


be far too consumed by the need to shoot color (f ony 





Tor color' sake. 
To really s 
of color there's much 10 learn, Color has many, many 





nd become an effective photographer 


messages and meanings. You must also become aware 
weight and the subsequent impact it has 
well as its varied hues and tones. 








on line and shape 
Perhaps since the advent of language, man has inte- 
Feeling blue?" "He makes 





gnited color into language. 
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me see red!" “Um green with envy." “The whole towns 
come down with yellow fever” “We got. the rechcameı 
treatment” “He received the purple heart” "Are you 


going to watch the Orange bowl?" "He bought them on 








the black marke 





She was as white as a ghos 


Nothing but yellow journalism.” "He turned blue, 





Although the subject of color is deserving of its own 
book, if not a whole set of encyclopedias, [will limit my, 
discussion to the primary (red, blue, and yellow) and 
secondary (orange, green, and. violet) colors. Primary 
colors are called such because they cannot be created 





by mixing any other colors. The mixing of any two pr 
mary colors results in a secondary color: Mixing red 
with blue makes violet, mixing red with yellow makes 
orange, and mixing blue with yellow makes green 
Color is often discussed in terms of temperature, with 
reds, yellows, and oranges (associated with the sun) 
often described as warm colors, and blues, violets, and 
greens (associated with water and shadows) often 
described as cool colors 


Red is known as a passionate and powerful color. 





is the color of love and the “power tie” in the whie-col 
lar world, It is stimulating, exciting, and motivating. It is 
control, rage, and power. It is the color of blood, stop 
signs, and brake lights, It is also the color that advances 
the most of all colors. What this means is, if you were 
to place red, orange, yellow, green, blue, and violet 
signs in a feld all at equal distances from you, the red 


sign would appea 








r closer than the other 











Of all the colors you can place with red, blue would 
offer the greatest contrast, in lange part due to blue being 
‘one of the colors that recedes the most. Blue is the infinite 


sky Ibis a cool color, able to calm and nurture, I's refresh 





ing, soft, sale, and dependable, It is sensitive and peace 


ful. Blue sheets “Feel” cooler on a hot summer day than do. 
tan, apricot, or lemon yellow sheets, Yellow is light. It is 
playful, creative, and warm. It can also represent coward- 
lines and illness. It is, like red, a color that advances. 
‘Orange has the distinction of being the only color 
that shares its name with « fruit, and because of this, the 


color orange soon became associated with frultfulness, 





M is fire and fames; it is warmth, it is the sun, it is lust 
health, vigor, excitement, and adventure. Orange results 
from the blending of red and yellow; a perfect fifty fifty 
blending results in a “perfect” orange: Orange, like red 
and yellow, is also a color that advances. 





Green, the most dominant color in nature; is surpris- 
ingly not a color necessarily associated with harmony 
and balance; it is a symbol of hope and recovery, and of 
freshness and renewal, Think of the many green buds of 
the trees following the harshness of winter. I's a symbol 
Of fenlity, as exemplified by the many brides who wore 


Teen creme 
tht helps to show elev 
enfin pal cates 
tail cold copie 
mena calor hen ce) 
de da hala ps 
en 
eh 
mary er fala oppo a 
her bean ho vo pe 
mary eos fom which i 
mada. Tre eerie 

Bn and on Shang he 
Cor was con heb yu gt 
bat fal frees ne 





BLUEVIOLET 








in during the Elizabethan era, Ir's symbol of growth 





as well as abundance, It's also the color of aliens, envy 
seasickness, and phlegm. Green results from the blend- 
ing of yellow and blue. Like blue, it recedes, 
Violet, or 


Christianity (think of the purple robes of kings, queens 


purple, is symbolic of royalty and 


and priests). It commands respect, signifies wealth, 


The origin 





implies leadership, and connotes spirituality 


of purple as a dye goes back to ancient Greek times 
when a species of mollusk was found to yield—through 
an elaborate and expensive process—a «lye subsequent 
ly called Tyrian purple, which was so expensive only 


the wealthiest could afford it. A blending of red and 





blue, violet is also a recessive color, even more so than 
blue and gree 
So, where does one begin 1o look for color? Many 


enthusiasts will head for the 
flower meadows, while 
n alley- 


outdoor photography 
mountains, desens, beaches, 
a few others start their search on city streets, 





> wrecking yards. Regardless of 


ral to shoot 





where your search takes you, make it your 





compositions that frst and foremost siy color as 


opposed to landscape, flower, ponrait, or building. T 

















Nikkor 70-180m lens on 





{had filed the entire fram 








each, I probably contin 









ve saying i "First o 
mosh, maka It an obvio 





I, bir 
ans, sorish 








chard 





focus your anergy and vision 
yn rod, blua, yellow, orange 
Color frst, 











Color is everywhere 
including Mis graphic 
abstract image ply, 0 





haley section of blue ham 

burger stand in front oF a red 

car. With my c 

a on a ipod, | chose o 
at kap 


era paralla) to the subject. 

















a 


















hile conduciing’a _up the rood, |wos quick 16 a los and furious poce; yet 
W i understand her elation, She he arrangement wos not 


had discovered a we about to 





ond 
with the primary cal there wos no fear of losing 
blue and yellow, and a 
id like lona block 











me with o wide and preco a 
le. S 
who hod just eaten taken by 
the canary. When sl 




















‘approached me, alte offorded 1 





found a most g much film ar 


this is often 
images that move me 
subject ond wanted lo see — to use on 





learly paying attention 
C: ‘clr and ts enon 
al messoges ison 
important step toward devel 
‘oping photographic maturi- 
1y. Likewise, 3o is paying 
attention to monochromatic 
color images. These are sim 
Ply images comprised of 
shodes of just one hue 
(color) or imoges devoid oF 
‘any colors ond jus com 
prised of black, white, ond 
shades of gray. The winter 
season is the most likely fime 
for finding monochromatic 
images of the later type, 
‘laugh I've shot a few in 
the summer—for example 
two empty white rocking 
chairs on a gray porch 
against o white house. 

To record monochromatic 
Images of winter snow 
scenes, you must plan on 

ing 10 on overcost days 
se hile ihe snow ù feling, 
and choose subjects hol are 
stark, dark shapos, That red 
born you photographed last 
summer will never record os 
a monochromatic image on 
color film in the snow, no 
mater how overcost a day it 
|s—but it will certainly make 
for a wonderful image of 
great contrast, wiih vivid red 
gains! al that wile 
Instead, choose something 
like these three windmill 
which I come upon in West 
Friesland, Holland, following 
several hours of snow. 


117-35mm lona, 1/30 sec. ot 
(Mora +1 exposure] 


8 ELEMENTS OF DESIGN 














Filling the Frame 





With all of the lawnmower parts spread out all over you inte 








ot, for example, it's difficult, at best, to fi 














Il of night, our vision 








mower parts Into a central area. IF walkin, aa ee eet 




















nd us, allowing us to concentrate on 
frame by using a longer telephoto lens. And yet, even driving the car or to cc i 








r Jens, mall or to eat and read the newspaper in 
yat be surprised if the final result is not close nr 





ugh, int, and so on. You can be eating and readin 
that paper an 
‚ou did fill the frame, This trickery is, for some, a diff cuss 











at the table next to you, And, you can be so 








brain will make a very selective “image up as much space in the frame as you think itis, Let me 


























door lower markes (his ceeded to fil my frome wiha (above) did | match up my 
Jone was in Amsterdam) patern of dlips—or so brain's vision with thot of 
lare great places to hone thought, Yikes! Look athe the viewfinder. 

your compositional skills, esp “clutter” around the edges of 

cially the art of filing the the fist photograph (opposite), [Opposite ond ab nm 

frome: On ihis outing, l pro: Not unl moved in closer tens ot 35mm, 1/60 sec. ot 1/11) 





and 1 do mean everything—in 
Your viewfinder that is within the plane of 
focus will record on film exactly as you 


frame it, and that includes aif the “clutter above 
below, to the left, and to the right of the subject 
And, everything else that és not within the plane of 
focus could cone 





ably interfere in your compo: 
sition if you use the wrong aperture. Since aper 
ture controls depth of field, the area of sharpness 
may increase behind and in front of your subject, 

So, before pressing that shutter release, inspect 
your vie 





finder top edge to bottom edge, right 
edge to left edge. (I you're using small lens open: 
ingsf111, //16, /722—dey 

preview button 





ess your depth-of-field 
il then inspect the viewfinder) 
Then clase your eyes for a few seconds, picturing 
In your mind whit you believe to be true, and 
open them again and look in the viewfinder to see 
i, in fact, this same image is in the viewfinder 
There's no better time to crop a bad composition 
than just before you pr 














“sb the shutter release 
Photo software progmms can do this for you of 
course, but after the fact, Dont you value your 
time more tha 





n that? Make ita paint to crop in the 
viewfinder, As the saying goes, there's no better 
time than the present 


9) COMPOSITION 





ESTER 
is 
upon this small lizard at 

Busch Gardens in Tampa 

Boy, Florida, Wih my cam 

aro ond 70-1 80mm lens 

mount on e ipod, I wos 
quick to zoom to the 180mm 

fecal length and fil h 

ha fs 
temp above shown, | och 
ally hardly filed i I's @ 
composiion tha leaves the 
viewer wishing lo son more. | 
couldn bing the lizard any 
closer by zooming ihe lens. 

Sinco the lens wos already 

set 1o 180mm; 1 hod but one 

plion, which i centimos 
the mos obvious and easiest 
solion to hiling he frame 
walking closer 1o Ihe subject, 

As iid this, I made sure my 

steps were, of course, slow 

and genile, also making a 

Point to keap one eye on the 

Viewfinder to determine 

whan I wos close enough. In 

the closer version (igh, the 

lizar fils tho kome in o 

way that satisfies the view. 

er's curiosiy ond desire 10 

See the lizard up close, 











frame, Bul, 0 





{Both photos: 70-1 80mm fons ot 
180mm, 1/250 see, a 1/5.6] 








The Golden Se and ule of Thirds 
























ince the human mind se W mething as simp 

to chaos is one of immediate alarm and then assembling the pa sde] airplane, the mind will 

the attempt to ii disorder n make order out of chaos: 

Take, for exan 't. This need fo 

from the safet ohesive compos 

assess the si rder and what the 

Shapes, colors, lines, andl identifiable the ancient Greek 
them determine the extent of the damage. Wi i ne that is still being used 
utes, the mir n mal s T 1 t0 a rectangle 
defined: "We've got ide p a ger sides that were roughly two thirds greater 
tion that extends at la mile.” for exam x les, for example a 5 x &-inch recta: 
ess of the mind is complet nt r ame the standard for much of 














‘ed horizontal and vertical lines over this 


dividing the shape into nine equal sect 








{ihe same ideal proportions. This imaginary grid 


ime known as the Rule of Thirds, and artists would 
it to help determine optimum subject placement 
hey realized that how they placed important composi 
elements with respect to these lines 


sing points determined the success of an image 








ten improved things substantially. ‘The fact that thi 


system is sl in use today in all of the graphic ans is 
roof ofits veracity 
The Rule of Thirds is used in photographic composi 


in as well as in painting, or other more traditional 





aphy To use i 








Wy acing agains the sunrise 
clock, | finaly reached 
BW the top of the country 
side above the Rhine River in 
Germany, | quickly turned off 
the moin rood and onto a 
small onelane road, When | 
found this spot, | hurriedly set 
up my camera and lens on a. 
tripod and framed this sun- 








this bo Ronn 
imaginary grid over the image as you cc | 





For year 
























but still no auto-composit 
position via a grid 
in the viewfinder! Granted, the grid 
he: grid is not capable of 
searching out unique and never-before-scen images, 
that will always be the photographer's job, But, I can 


nly imagine how many beginners and even interms 
me photographers would ben 


Nikon, Canon, Minolta 














five veni 














rise scene, As you con see 
by my placement of the grid 
o thirds, | felt the interest 
wos greatest below the hori 
zon and so | alloted Ivo 
thirds of he image 10 the 
lond ond one third to the sky. 


175-300mm Iens ot 300mm, 


1/60 sec. at f/ 















Weise 


Nevada, | made his image sky. Any time y 





following sunset. As are regen fis 





for o corporate 
report, his phot 
staged; once everything was [80-2 
in place, 1 simply mounted 5 

















Odd Numbers and a Preference for Three 


50/50 vs. 66/33 
‘example, with the horizon line—you run the risk of 


[though every image or idea begins with a 
degree of uncertainty, there i stants red 
Rarely does s+ composition ifthe 4 





space and elements in a scene are divided 
half, By spliting the frame into two equal pans—for ofte 








Inthe sports world, for example, games rarely end inthe frame into any combination of thirds: he 
there are extra Innings, overtime periods, and photographer do th 


estta plays 10 determine a winner. In 








As photographers, our choices are many. To deter 


the p mine the most important element in a comi 
jy witnessed, a presidential election cannot end in.a ask 





al arena, ds people in America have recent 











IF a few questions. What Is this picture 
going to be about? What should 1 include or exclude? 
eye demands that a clear “winner one element in Is the empha 


tie ether. Similarly, in. photographic composition the 





the frame that clearly has more importance than the zon line? Will ibject be in the left third or 





tihers—be conveyed: Breaking up the space within Fight third And, how should it finally be arranged: 






he image opposite, the composi 
je suflos rom a "io." The hort 
zon line divides the photograph 
equally in half, and the largest reo 
falls clove 1 dood contr in the 
frame—i's dreaded fihy/fity split 
bath opto bottom and side lo sde. 
The solution for fixing this is easy: 
Simply moving the camera to the 
tight ond tiling it up just slightly 
indes Ihe space more into thirds 
than halves ond results in a more 
compelling composition (igh) 


[Ali photos: 17-35mm lens, 1/15 sec. 
alía) 





he challenge of successful composition 
‘would be a relatively easy one if the suh 
jects were limited to landscapes. But, most 

f 








of us have chosen to extend our range 
subject matter far beyond the landscape 


and, subsequendy, will need to meet the challenge of 


hy would you ever 
not want to include a 
horizon line when 
photographing a londscope? 
For some photographers, he 
mere ideo goes against 
everything they've learned, 
studied, and applied, How 
con it be a landscape with 
out the sky? This example of 
my wife in a sunflower field 
answers thot. By elevating 
my vantage point, | wos able 
to develop o strong ond 
graphic composition. 

The first image above) 
although nice, suffers rom 
the inclusion of the sky. l'm 


not against using the sky in 
my images, and there are 
many in this book that do; 
but when the sky serves os 
an exit point, leading the 
‘eye out ofthe photograph— 
¡as it does here—it should be 
eliminated from the frame, 

To get the elevation neces: 
sary lo exclude the sky, | 
stood on a ladder [my wife 
wos olso on a ladder to get 
her above the tal Rowers) 
By limiting the emphasis of 
the photo fo one subject (by 
‘excluding the sky, | con 
tained the eye within the pic 
ture borders, and it doesn't 











creating the perfect composition even when 








lines are present; For some photographers; trying u 
compose without horizon lines is tantamount to diy 
blindfolded, yet the solution is rather easy 

Most hobby and craft shops carry plastic lamin 
kits designed to. protect small photographs or drive 





wonder away from the sub 
jeci—ol least, not fr long, 
as the aye is “forced” to 
come bock to Kathy (right). 

In addition to a ladder, o 
bucket ruck is another good 
tool to get height. For $300, 
I've rented « bucket ruck 
that allowed me to go as 
high os sixty feet. Is it always 
necessary lè use a bucket 
truck to achieve simple com- 
positions? Definitely not, but 
certainly on elevated position 
vil len he. o e 


{Both photos: 35-70mm lons, 
1/125 sec. 011/16) 





he Role of Thirds formula applies to sub- Genainly, the two thirds/one third division pr 
ject placement not only for landscapes but the most harmonious results, but why is there this y 


Jy more successful when the primary subjects are in the read, or even enter room, And, 





on after entering th 
nghi third of the composition, Its almost a psychologi- frame from the left, the eye searches outa resting plc 
al ti preferring it to be on the right most of the time 












Mh 


Mi IP 9 Si gt 
A N 


N 








Compare the iwo pairs of 
photographs on this 
page. How do you feel 

when the primary subject is 

in the left third? It is, no 
doubt, uncomfortable. I just 
doesn't feel right 


[Both photos, above: 300mm 
Jens, 1/60 sec. at /16. Bo 
poles, below: 80-200mm lent 
‘180mm, 1/30 sec, at 11] 








ust when you think com: 
Positonal “rules” make: 


sense, you come upon 





"image thot defies the 
of pci 





leh hed, Why? Because of 





the power of line, The con: 
verging background lines 
pall ot the eye yet sill return 
it to the stable portrait. This 
creates an exciting tension 
When the image is flipped 
Jo show the steel worker on 
the right, something seems 
off. There is a feeling of 
“dead” space on the left hat 





bogs to be cropped out 
Additionally, when you step 
into Ihe frame, your eye is 
swept away by the pull of 
the lines on the lft and it 
fries to hang on lo the fig: 
ure, which feels awkward. 
When the deod space is on 
the right, you don't experi 
ence it in the some woy 


because your eye moves lo 
the right andl is then thrown 
boc 

meeting him again eye to 
eye. [See poge 28 for 
another example of a suc: 
cessful subject on the left) 


ip front to the figure, 








[17-35mm lons ot 2 
1/8 sec, of 1/2.8) 























al, ut there 
are many, many natural ¢ bund if you just 
take a look. Again, the Ruk Is is alive and well 
it is the base upon which layers can be added, keeping 

s adhere 10 the same one 


‘oun! Shukson, in 
‘Washington Stoe’s 
‘Mount Boker National 

Forest, is ust another vol 

¡cano on most days, but not 

passing storm 
around the mountain 
created two converging 
diagonal lines. The result 
was a feeling of movement 

‘ond activity, which was 

appropriate because the 


storm was for from over. To 
get this image, | was quick 
1o mount my comera ond 
lens on a tripod during o 
short break in the passing 
storm. Although the moment 
lasted a mere thirty seconds, 
i! was enough time for me fo 
fire off several frames 


[200mm lens, 1/15 206 ot 1/8 


for o +1 exposure) 











1a bid mørket in 
gapore, | saw this 

rd coge pont 

wed by wellweathered 

With my camera 












im lens on a 
the focal length 
tly 180mm, 
this was the 
length to achieve 
tion | was sek 





GAETE 





ing, I wos not ot ll happy 
with the gray concreto wall 
that formed Ihe background 
behind the birds, So, | had 
my assistant hold a piece of 
colored fabrie about hree 
feet behind the cage, ond 1 
knew immediately thot this 
colored, outotfocus tone 
was exactly what | needed 
to separate the birds from 





‘he dull, dark gray bock 
ground. This contrast 
between the pink back 
‘ground end the newspaper 
Jets the converging diagonal 
lines formed by the poper, 
and their suggestion of activ 
ity, become fhe focus 


200mm lens ot 180mm, 
1/250 sec. 01 1/8] 









Bryan, 









that distracts the eye. Additionally 





T 





HHT remove the 











[Sea 


















Jefined! edges in a photogmph is tantamount (0 
spilling a glass of milk on the table (as mentioned 
in the previous page). You've got 10 catch the 
milk before it runs off the edge If you: fhe 








Joon realize the need 10 contain tbe ewo 












“hops not os obvious os 
[Pine prior examples, this 
very happy italian boy 
on tho island oF Burano, 

Holy, is also framed within 
the picture kome—in this 
cose, by the colorful door 
way surrounding him, The 
lines of he doorway box 
him in. This is an example of 
how framing wiin a hame 
can act as an exclomation 
poin by further emphasizing 
the importance ofthe main 
subject Handholding my 
camera, | mode numerous 
exposures while his older 
bother, who wos standing Io 
my lek, engaged him in o 
humorous conversation. 


(95-70mm lans at 35mm, 
1/125 sec ot 1/8) 











Horizontal us. Vertical 





ue to camera design, it's only natural 
that most of us end up shooting all of 
mial frame 

90 per 





our subjects inside a horiz 
ad fact that, on aver 





Ws as 

cent of the amateur photographers pic 
tures are horizontal. Just how serious is this problem? 1 
had a student ask me once if it was worth the money to 
buy a camera that shot vertical compositions. Yikes! 


That's a sad commentary about some of the help that 





stands behind those counters ar the local camera store 

So, why would you ever want (© shoot verticals? To 
bring a feeling of dignity to the subject, that's why! Such 
are the: emotions evoked by the vertical line; it conveys 
strength and power. However, since we favor the hori 
zontal, photographers manage to squash, squeeze, and 
push down the obvious vertical subject in order to make 
it Àt inside the horizontal frame. ‘The biggest danger in 
doing this, of course; is that you have to back away far 
ther from the subject to make it fit inside the horizontal 
picture frame. And even though you made it “Ht” you 
are now left with “clutter openings on both the right 


and left sides of the frame, The easiest solution is to 





turn the camera to its vertical position. Voit’, the clues 
is gone! 

Tim often asked what time is the best to shoot a ver 
tical, My answer often is, “Right after ıhe horizontal! 
Not all of the time—but most of the time—you can com: 
pase each and every subject in either the horizontal or 
vertical format, It may take some moving around, shift 


ing your point of view, moving closer or backin 





up, or 
even changing a Jens, But, the benefits of shooting your 
subject in both formats are obvious, 

The biggest benefit is that you won't see 






image quality; when you end up cropping a horizontal 
into a vertical on your computer, there Is always a loss 
in image quality. If you make it a point to cre 


era from now on, you'll spend less time 








puter afterward, giving you more time to shoot 
Additionally, should the day come when you're ready lo 
take your Work to the marketplace, you'll be more than 
ready: Should a clie 


horizontals and then ask if it is available in the vertical 


format, you can meet the demand and, thirty days later 


deposit that check for your first magazine cover! 


hen I come upon this 

lone tree among the 

mony vineyards in 
the French wine region of 
Beaujolais one outumn, 1 
was quick to pull my cor off 
the side of he rood ond set 
up my tripod and camera, | 
then walked up a small hill 
behind me lo seek a higher 
point of view so that he free 
would nol break the horizon 
line. | first romed the tree 
within the horizontal frame 
with on opere of 1/32 for 
maximum depth of field 
(opposite. also made a 
version cropping out the sky 
incomera eh), Then, ever 
‘mindful ofthe need to shoot 
the vertical righi aher the 
horizonol, | loosened the pi 
Pod collor on the lens ond 
positioned the camera vert 
cally (below), 


{All photos: BO-200mm los, 
1/15 see 0 1/32) 














Picture Within a Picture 


ve seen the following scene repeated 





in in all of my 








‚ps: A student comes upon a truly com 


mage and, after making an equally com 


pelling composition, invites me to take a look 


and asks, “So what do you think?” OF € 


irse | exclaim 





lts really nice!"—at which point the student smiles and 


begins to pack up his or her camera ge 
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Ip ferent chi 
Dd yoo sun ero, 
ton eames be reward 
Ing-sipacilly when you 
inet he hid ot his ot her 
tye level Wi my camera on 
ipod, homes his le 
boy agan a background of 
green ros, and m ander io 
Keep the background lnted 
Joon auttlocis green one 
sete ope a 758, 
thereby reducing he depth of 
ee 








Irs at that point that I always exclaim, “Whoa! You're 
not done yet 

Almost without fail, every picture has, waiting inside 
of it, another picture! This is very important 1) realize 





the number of striking images you make, staying. with 











relied the hond of he boys 
Father in the upper righi por 
Meet da lena al oe 
olmos immediately tha it 
might moka on even more 
Competing inoge. {shied my 
Meson nd moved don 
er whe some lens, lo 

the frame wih o compositon 
that spooks volumes about 
salay and secu 


[Both 200mm lens, 
1/250 sec. at 1/56] 











oming upon these shee 

atop a dike in We 

Friesland, Hollond, | 
was quick lo grab my cam 
era and fire off several 
frames, My hurried poce 
was due to the fact thot 
water lke this—as smooth as 
glass—deesn't happen often 
in Holland; this litle county 
is always doing bate with 





the often fierce weather from 
the North Sec, Alter shoo! 
ing the perfect reflection 


(opposite), | hough) 
"Where's the nex! shor? 
There's something else here, 
I know there is.” At about 
‘hol some time, two small 
ducks landed in the water 
fotther down Ihe dike, dis 
turing Ihe mirrorike surface, 
of the water, and | thought 
That's what | need! 

Rather than wall for the 
ducks fo swim into my com- 
position, | chose to sel up a 
photograph that filed the 





frome with only the reflec 
tions of the trees, sheep, and 
dike (above). With the com 
era and lens on a tripod, | 
ploced my right index finger 
on the shutter release ond, 








with my left hand, tossed a 
small stone into the water. | 
woited just a few seconds 
for the ripples to fan out and 
took several exposures 


[Both photos: 35-70mm len, 


Mm 


1/30 sec. 





o 1 find creating successful composi- 


tions easy? One might think that after 





thirty years of shooting, successful com: 
position comes easy. At times it does, 

but more often than not 1 still find the 
need 10 “work? a 
that a seulptor chips away at a stone. I see the end result 


wen subject in much the same way 


in my mind, bur getting there requires me to “chip. 


away.” This chipping away may involve a change in 





down the row of houses and 
spotted a pot of fowers on 
the Front porch of o nearby 
house. | took it off the porch 
ond ploced it on the sillin 
place of the palm plant. The 
students appeared surprised 


hile framing a lone 
Wertes 
palm plant, 1 


remarked to my students how 
much | wished it were not a 
palm but rather 0 pot of col 
orful flowers. I then looked 
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point of view, in focal length. or in time of day. It may 
involve a simple change in exposure to limit or increase 
depth of field, or the use of a very slow or very fast 
shutter speed in order to achieve the desired effect, The 
need to look—to really look—for distractions in the 
background cannot be overs 
the rules, even if that means arang: 








ted. Also important is that 





willingness to bres 
ing and even rearranging subject matu 
make the photograph 





before you 





but soon reasoned that 
exchonging one pot for 
another was no different 
from asking a person lo pose 
in a certain way or to place 
hem ogainst a pleasing 
background. After | was 


done, | promplly retuned the 
pot o lowers fits porch 
and also replaced the palm 
plant 1o its rightful ploce. 


[Both photos: 80-200mm lens, 
1/125 sec. ot 1/8) 


hen | announced to 








my students at the 
my st 






made your exposure 


dium, Once | hod achieved 


this uniformity, | was reody 





tions only in their natural 









post even with the lens 
‘perture wide open, it was 
sill opparent, The only way 






Jo get rid of the 





cover it up. Aher tearing 
five or si leaves, | took o 
roll of tape out of my gadget 
bag ond taped these leaves 
lo the post, Voilöl The post 
wos gone 

| realize that in today’s 
world, photographers hove 

of using the 
in Photoshop 


the optio 





Clone o 
Cane lis 
schol hs Ponca, Wil 
Sao Moan 
sass a rite 





than in the computer. I sim 
ply saves time, More ofen 


than not, most changes done 





in Ph 


phers 


oshop by photogro 
day con and should 
done in the camera, My 
hief concern about the 












ware programs 
is that they invite a "la 





‘approach to the actual pic 
wreaking process 
In 1979, | or 
wait twenty-four hours lo gel 
‘my Kodachrome film 
processed and then see the 
results of my pieturetoking 
efforts—wars and all, By 
1990, and with the color 








advances mode in 
Ecktachrome-based slide 
films, my wait was only wo 
hours to see the results of my 
picturetaking efforts 

‘ond all, All ofthis waiting 
taught me lo be a patient 
observer, lo pay realy close 


attention 1o what was going 
on Inside the viewfinder, and 
to invent means or methods 
that could solve the problem 
while | was there with the 
subject jn front of me, 


Today, when | use my 
Nikon D1X, | have nc 
ing time! | con soo every 


thing immediately on loco: 


again, warts and all 





i of the digital photogra 
phers can now have Instant 
confirmation oF their s 





ls or 
lack thereof if thoy hove a 
digital an ICD 
screen. IF the instant results 





‘are disappointing, you have 
Ihe opportunity lo make 
changes before you walk 
away, but too often digital 
camera users reason that 
they will make corrections on 





Ihe computer when they get 
home, The adventure of 
learning how to see must 
bagin—ond should most 
ohen end—with creating the 
image inside the camera's 
viewfinder while the scene is 





still before you, nor later on 
the computer screen, 


[70-180mm lens, 1/125 30 
o 1/8) 












































Take a 
look at these rule breakers and decide for yourself 





tidal pools, big rain pud: 
dlos, ponds, ond lakes ol 

len 
role 





ns thot often 
tot ohen req 








parts, contradicting 





plocethehorizonli 


inthemic. 











low viewpoint, and although the 





frame is divided equally in halt 


by the horizon line, the rule of 





thirds is in use: The image is bro- 
ken into horizontal thirds—botom 
third, reflection: middle third, 


cows ond land; top third, sky. 


(17-35 



























































ow con such a tiny sub- 

ject grab your attention 
sn ii doesn't ever 

se to fili 











frame? The answer 





basic law of visual percep- 








usual it appears, Ihe more 





ls cut. This is similar to 
disrupting a pattern (see the 





Whatever interupis ¡he pat: 
{etn then becomes the focus 


On closer ion, this 





led to the 





frosting tones and shapes 
Since Ihe woman walking up 
the steps (of La Def 








Paris) jumps out in contrast to 
nes and 
shapes, she becomes the 


the surrounding 








focus. If you wer 





ploce a 
lone figure anwhere inside 
this frame, you would 

achieve the same effeci—he 
figure would always 
the point of interest. | also. 





made a number of composi 





tions thot had upward of fen 
ople In them, or 

















THE MAGIC 
OF LIGHT 





Available Light 


hat is available light Simply put it 
is the natural light that is available 
to make an exposure. It is never 
light from flash, strobes, or other 
studio lighting—that is. anificial 

light. Available light is constantly changing as the Earths 

position relative to the sun shifts throughout the day 

“The time of day and your position vis-vis the sun 
determine a lot about how your subject will appear on 
film in available light: hard- or softedged, la warm or 
cool tones, and displaying vivid details or glaring con- 
trasis, Light has three important characteristics bright- 
ness, color, and direction, All three undergo varying 
degrees of intensity. again depending on the time of 
day, and cach affects the mood created by the available 
light in any given scene. Careful study of these three 
attributes will enable you to take advantage of the pow- 
erful roles they play in establishing a photographs emo- 
tional tone, 

You must often pay a price for being passionate 
about presenting your subjects inthe best availabe light 
possible. Arving at a location long before the birds 
start singing may seem a bit crazy. Hanging out under 
the hot desert sun or ascending a mountain top in sub- 
zero temperatures to capture the special quality of light 
takes commitment. But, when you spread your slides 
across the light table or run your slide show across the 
computer screen, you will be reminded of why you 
made the effort! 

Whenever 1 arrive someplace new to take photo- 
graphs, I'm anxious to get my bearings: east, west, 
nonh, and souh. Ive had great success by visting 
tourist shops in the airports and bus stations, where 1 
buy postcards and those local souvenir picture books; 
then, 1 go looking for a cab driver, hotel concierge, or 
even the locals siting on a park bench, and with my 
map in hand, 1 ask where the various pictures were 
taken, Then, 1 spend the midday hours looking for fresh 
Viewpoints of those same subjects. If everything goes as 
planned, I rhen photograph them under the best possi- 
ble lighi—carly Ax or early ra. depending on the sub- 
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ject and its location. Scouting for compelling images at 
midday takes commitment, of course, Normally, this is 
the time to shop, be poolside, or simply sit under a tree 
reading a book. But there's nothing worse than being, 
caught off guard and discovering a great shot at the 
wrong time of day with the wrong light 

“The more experience you get working on location 
with available light, the better your photographs will be. 
‘Youll earn to assess a subject’s potential under various 
lighting conditions, regardless ofthe light in which you 
initially see it, Even a daily awareness of the light 
around you—in the city, suburbs, countryside, oF wher- 
ever you may live—will bring you closer to teaming to 
see creatively. 


Exercise; The 
Quality of Light 


ry this exercise, which will reveal what is 
really meant by the quality of the light, 
Staying as close 10 home as possible, find 
a location that lets you face east and head there in 
time for the sunrise. With your street zoom (see 
Page 26) set to a focal length near 35-S0mm, shoot 


a composition into the sunrise, Shoot the same — 


composition one and two hours later, then at 
noon, then two hours before sunset, then one 
hour before sunset, and finally at sunset, 

Repeat this exercise during these same intervals 
‘with another composition but as you face to the 
south, At the end of the day, if you're working digs 
itally, download the images to the computer and 
fire up a slide show. IF you're using Slide film, 
spread the images across the light table once they're 
‘processed, oF out on a table if you're shooting color 
print film. Independent of subject matter, you will 
really see and feel the difference of the light and thë 
difference that the “right” time of day can make. 











v 


The Direction of Light 


hen the sun is low in the sky 

whether in moming or late after 

noon, your subject will be either 

frontlit, backlit, or sidelit, depend: 

ing on your position relative to 

both your subject and the sun. Fronilightinng occurs 
when the sun is at your back and hits the front of your 
subject, Note that this is not the time of day or light in. 


which to shoot frontlt landscapes with a wide-angle 





lens, as your shadow will intrude into the composition 
land he captired by the wide, sweeping vision of the 
lens, To avoid having your shadow appear in the image 
you must either wait until the sun is higher in the sky 
use a normal or telephoto lens, or change your position 
and consider shooting the scene in sidelighting, 
Sidelighting is by far the most dramatic, as it creates 


an exciting tension between highlights and shadows. It 





‘occurs when the sun is 10 the side of both you and your 
ing a 
wonderful sense of depth toa scene, and it also empha- 


subject. Sidelighting produces shadows that b 





sizes subject texture 
1f you want to get your face suntanned while wark: 
ing, then backlit subjects are for you. Backlightlng 





occurs when the sun hits the back of your subject and 
falls diteetly on your face as you photograph—you can't 





into the 





shoot backlighting unless you ate facing righ 
sun, Most backlit subjects ane rendered as silhouettes, In 
effect, nck 





ting reduces your subjects to stark, dark, 
bold shapes: It is not limited to early moming and late 
afternoon light; you could easily position yourself under 
a power line at midday and photograph straight above 
You into the sun to silhouette the filty-plus blackbirds 





perched on the fine, Transparent subjects—such as 
leaves, feathers, and balloons—are also exeiting subjects 
for backlighting, as the illuminating effect will showcase 


any intricate details and colors. 
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Upp he daylight image of the 

| church of ton on 

pogo 132 is 0 good 

example of fronfighting, 
while this baby in a bicycle 
basket illustrates sidelighting, 
Note the texture of the bas 
ket and Ihe brick wall, both 
highlighted by the direction 
ofthe light. The images of 
Big Sur on poges 136-137 
are also perfect examples of 
sidelighting ot different times 
of doy. 


185-70mm lens ot 35mm, 
1/250 sec- ot 1/8) 








oth images opposite illus 
irate backlighting. The 
1 machinery in the indusi: 
al image is opaque, produc 
ing a silhouetted effect, while 
Ihe details of the transparent 
seed heod ore highlighted 
by the backlighting. 


[Opposite tap: 80-200mm lens 
191 200mm, 1/250 sec. at f/11 
Opposite, bottom: 105mm lens, 
1/60 sec. ot 1/22) 






























pportunities tO capture compellis 
jects when the skies overhead are a 

s y ith of without rain, The much sof 
light. of a cloudy day creates much richer colors; s 
his Is a grent time t Win your garden, Prove itt 
urself hy shooting some Mowers on a € 
en returning to shoot those same flowers when t 
sun is out, The results will speak volumes ab 
alue of working under an overcast ski 

his is also a great time to photograph people. In this 

light, you don't need to worry about undereye 

ws or about your s yuinting into the sun 
ht, Are you often frustrated by exposures of extreme 
contrast when wor the forest? Go on a cloudy 
day! In my opin ny days are the time 
in the woods, since the combination of light and dark i 
often so extreme that no amount of bracketing will ever 
produce a compelling image, Say 
ast days, and don't forget to use 
Alar 
ted not eliminate, much 
refle the many wet 














balances the composition, Why is this? Simply: because 

















: tofallen. le mern Ihe comes 
A: Hon shoot ot” Kom lo to ieh Ta tech 
UPS, he ot drecior_ique i called! penning, and 








led for a postponement. the blurred effect is easly, 


However, with my comera achieved by 





mbining 


od, | d 





ter speeds with o fu 





stand 
ust see what happen 


feet comer and and steady movement of the 
he direc 






Not camera, follow 





more than a few minute tion of the subje 








38 300mm, 

















couting locator 





something | almost 





always do in inclement 
n magenta light that 





can often be found 















when the light is normally 

leo horh or picture ¡king mountains, With my camera. 
led 6 'and lens on tipo 
the focal length to 300mm, 
a smal 3116, 





vilage from olopa high wan- Ihe se 
Tage point in a held, | made — mos lo 
{ust one shot and also made 





jy througho 
| opted to place 
a so, mogentocolored 

d fiter in fro 





my journal adding 













heading “Sunny Mornin only the sky and © portion of 














General Pluses and Minuses of Digital 


a the photography industry, more changes and 
advances have been made in the past five years 
than in the past one hundred, The entire photo: 
graphic process is in the midst of a vast and per 
manent change—digital image making will be 

king! Oldtimers (like me), who grew up with totally 





jal film cameras, now find themselves in the same 
sandbox playing alongside those who bought their first 
cameras only six months a 





T could not be more excited 
months and years, With new and an 
technology, the making, recording, and deliver 


bout the coming 
II of the 





icipated 





of dig- 
ital imagery will get even faster, casier 
would h 


and cheaper. 1 
fe 10 be a lousy businessman to turn my nose 
up at any technology that promises to increase both my 
work flow and my image quality 

On th n find an array of digi 
cameras and related accessories, Most of these cameras 
come with a picture sereen thi 





market today yow € 








can of 





instant confir 
mation of a good or bad exposure ar composition. They 
also offer instant gratification; Within, literally, seconds 


following your child's birthday party, you can download 





the images to the computer and begin making prints— 





before the first parents arrive to pick wp their kids 
And then, out the door they go, with a color print in 


hand, Film shooters must wait a few dk 





s, if not weeks, 
to share those me 





They have to 
se two trips to the film processor: once to drop the 


nories with everyone 





film off and once to pick the prints up (that’s aside from 
buying the film in the first place), And, they may have 
to go back a day or two later to order extra prints. Is it 
any wonder that in 200 





12 the sales of film cameras lagged 
behind those of digital cameras? 

So, is there a downside to shooting digitally? If you 
are serious about someday 


tuming pro," most of 


today's digital cameras are not quite up (0 meeting the 
challenges you'll face, namely in their fle size. Most of 
the file sizes today are still too small to produce two- 
page (spread) images in magazines or corporate reports 
However, the Nikon DIX and D100, the Canon EOS 1 
D, the Fuji Finepix, and Kodak's DCS 14N do offer a 
large enough file size of at least 5.5 MB—but at a price, 
of course. Additionally, new lenses 








re being designed 
to accommodate the smaller sensor size of many SLR 
digital cameras. So the prospect of shooting with a film 
over the next five years does seem to be 








n 
unlikely scenario, It's my prediction that within two 
years SLRs with file sizes of over 6 10 8 m 
iketed! at well under $1000, 


apixels will 








IM DIGITAL PHOTOGRAPHY 


Currently, the mechanics of many non-SLR digital 


cameras don't allow for a real-time “shutter” This lag 


exposure can, often, spell 








time in recording the actu 
the difference between getting the shot and not getting 
it. Most non-SLR digital cameras offer far u 
depth of field, even when using wide-open apertures. 





Creating zooming motion effects at slow shutter speeds 





is next to impossible since digital cameras with zoom 
lenses don't let you zoom in or out manu 





lly—you push 
and hold the buton and wait for the camera to reach 
the desired focal length. 

As I've mentioned, Lam nota bi 





an of sitting at the 
computer and working on images. I still love to be 
behind the ea 





1, putting my efforts to work there 
in-camera. Va 





1 concerned that today’s amateur pho- 
tographers, already achieving instant gratification with 
their digital cameras, are being seduced by the promise 
of ima 





¡software programs that—no matter the prob: 





Jem—ean fix itl The message is, Just shoot away, no 


worries, and then when you download images to the 








How I Use Photo-Imaging Software 


impression that any kind 
ter the 
int 


ave I given the 
of photographic manipulation 
image has been recorded is a big, 
no-no? If s0, 1 apologize—as that is 
clearly not the case: Both photographers 
with years of experience and those just beginning, 
should, when necessary, make use of the imaging pro- 
grams available today. 

What have 1 determined 10 be ne 
Photographers who don't yet use a 
photo-imaging software can be a godsend in comecting 
bad exposures made on film All film shooters 
images that could go from ho-hum to striking by 
change in the overall exposure, or even by the removi 
of unwanted items such as distracting power lines or 
objects sticking out of a subject's head, ‘This idea of 
removing elements is certainly not limited to those using 
film; digital photographers, too, can certainly benef 
from this techniqui 

As a strong believer in doing whats necessary 10 
make the composition work (for example, exchanging 
one potted plant for another), 1 would also he in favor 
of making changes in your photographs via a software 
imaging program. However, E do want to stress that the 




















That for 
igital camera, 
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changes In talking about are not akin to a 100-percent 
makeover: Instead, they are limited to touch-ups, The 
basic components of the composition do not change; 

ther, color is adjusted, distracting objects are removed, 








nd exposures are corrected 
Again, I want to stress my own approach 10 image 
ing, E will always invest 100 percent of my time in 
creating the image in-camera, IF it should become nec 
essary to make changes with a photo-imaging software 
program, the chances are good that those changes will 
be limited to removing an immovable object that, no 
ter my point of view, 1 could not eliminate in-cam- 
era, Another possibility may be when creating an image 
in which J want to emphasize a very gralny, texture: 
filled subject; [can do this alter the fact by adding 
noise” (a grainy texture effect normally associated with 
high-speed films), 

Finally, without photo-imaging software 
Photoshop), 1 could never do the amount of desktop 
| cards to 




















Ge 


publishing that Eve done, From promotion 
books, these software programs allow me to prepare all 
‘of my images for printing and publication. That, in and 
‘of itself, is more than enough reason to embrace this 
digital age: 














I came upon this aulumn 

Iscene. As much as | liked the 
simplicity ond color of the com- 

sition, | still felt thot it would 

ei from several filer effects 

thot Photoshop offers. I com- 
bined the Diffusion fiter with the 
Noise effect filter ond the result- 
ing imoge beter conveys the 
more sensual and painterly feel 
thot | wanted to achieve. 


[i northern Bavaria, Germany, 


[80-200mm lens, 1/8 soc a1 1/32] 



























































iminate the lone power including fences and 





Ti as I might, could not unwanted subject mater, 








pole inthis very busy some trees; withthe 
Iondscope mode near the Hue/Soturotion too, | 
SwissFrench border. So after swilched the image's gray 
shooting the scene, I re> tones to @ sepia color; and, 
soned thot this would be 0 with the Noise effec ir | 
condidote for Photoshop, added groin fo the overall 
‘As you con see in the composiion 1o get the look 
imoge lo he right, here is of a highspeed film, such 
quite a change, yet my 2s ISO 1000. 
adjustments were limited 1o 
throe things: With the 300mm lan, 1/8 10. 011/22 
Cloning tool, I removed for a +1 overenponuee] 
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What's Important 


f your ides of being a photographer is “fun and 
fancy-free,” you'd be right—some of the time. It 
is, like most professions, hard work. But, hey, if 
you've got ta work hard, why not work hard at 


something you love to de? 





Although most photographers start out their careers 
as studio photographers, location photographers, cor 
porate photographers, wedding photographers, fashion 
photographers, advertising photographers, nature pho- 
tographers, oF newsp 





per photographers, over time 
many of them rise above the others and hecome known 
of light” or their “strong and 
graphic landscapes” or their “sensitive bridal portraits’ 


for their “unique use 





or their reputation of “getting the shot at any cost” or 
their “wacky approach.” Getting known is half the bat 
tle. The job that then remains- 





nd will always remain, 
T might add—is the need 10 continually reinvent your 


self. What 1 mean by that is this: 





1. Constantly striving to look at the world from new 


vantage points 


2. Consistently employing fresh points of view with all of 


3. Always, always thinking of ideas that, when put on 
film oF digital film card, demonstrate your skills at visu 


al prob 








m solving 


Let me give you just one example of how this works, 
Lets say you have to convey the idea of someone los: 
ing a wallet. How would you go about communicating 
this! Unlike shooting a thiny-second television spot, you 
must do this with a single image. Although there are 





certainly a number of solutions, you must strive to find, 
the most successful one- 1 chose what you see here. 


Some Advice for the 
Aspiring Professional 





L Do what you do—and do it well—and you'll 
¡ve plenty of competition. 





2. Do what you do—and do it beter than most— 
and you'll command an audience. 


3. Do what you do—and do it better than anyone 
‘else—and you'll have the world at your doorstep. 
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Why the Constant Challenge? 


he reason 1 find it necessary to be 








stantly challenging myself visually is 

twofold, First: All photogriphers rely 

heavily on their portfolios 10 get work, so 

it only makes sense to keep one's portfo- 
lio updated with new material. It creates a great reason 
to make return visits to clients, both clients for whom 
Tve worked in the past and clients for whom I wish to 
work in the future: “Hello, Ms. Jones. It's Bryan Peterson 
calling, and I have some new material Id love to share 
with you. I know you will find it interesting,” 

‘The second reason for doing this is that many pho- 
tographers, myself included, have contracts with stock 
photo agencies, Think of a stock photo agency as a 
retail store that offers images, both film and digital, in all 
ss of subject matter, Clients on a tight budget who. 
can't afford a photographer, or clients with a tight dead 
line, call on the stock agencies to fill heir requests for 
photographs. These requests may be as simple as “a 
waterfall" (perhaps to be used as an advertisement for a 
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water purification device) or may be as detailed as “wo 
elderly women on a front porch, with the American fs 
on display, and one of the women is holding a cat" (per 
haps to be used in a senior citizen's magazine for a story 
about the effect of pets on one's health as one ages). 
Requests can be limited 10 a single feeling; “We need 
any and all pictures that convey the feeling of security” 
(perhaps for an insurance company’s direct-mail piece). 
By constantly challenging yourself, you will always have 
new material to submit to stock agencies, 

The stock agency negotiates a rental fee for the use 
of a photograph depending on three things: (1) the 
image size; (2) how many times it will be used (for 























‘example, one time only or six times over a three-month 
period), and (3) where it will be used (locally, regional: 
nationally, or worldwide). As a result, rental fees can 
from $200 to as much as $10,000, The 
stock agency takes 50 percent of all sales made, and the 
photographer receives 50 percent of all sales made on a 
monthly basis. 









the promise of sending some 
color prints, 

Within months of making 
this image available through 
my stock agency bock in 
1992, it had been sold more 
than a hundred times and 
and camera out of the tunk, generated over $47,000. 
and mounting it on a iripod, The image on pages. 
Since the children werea 128-129 has made over 
great distance from me, | $48,000 in stock phologro: 
‘wasn't oble to give them ony phy since 1995. The world 
kind af direction—not to af sock photography has 
mention thot | didn't even gone through a number of 
know them, Alfer several changes in Ihe pas five 
minutes and four rolls of fim, years, not the least of which 
the wo kids headed from the are a number of megamerg 
field to a nearby parked car. ers. However, there is one 
I hurriedly packed up and constant: Oneofakind 


» | drove along one of 
A the hundreds of back 

roads in Holland, | 
‘came upon these children 
some distance from me out 
in o field of tulips. | wasted 
o time in getting my lens 








also headed over to ihe car, images stil make money, and 
where Vinroduced mysel io sometimes, a lot of money 
e porents ond asked for a 


signed model release with (800mm lens, 1/125 sec. ot 1/8) 





heres no when the light at the end of the tunnel turns out to be 









special formul 





this business except, of co an on 


With which every su nal offer my 








determina even on; in other 





Our world is truly tange andl it is filled with so much 


phorographie opportunity that at times it can feel really 





mind, amazing things begin 10 happen. 





Wili a theme 
You wil feel focused. directed, and enthustasic! 
The choices in themes are no less in number than the 


the sky. Perhaps youll be that photographer who 














butterflies, and other insects stuck to the tick 





ils and 
windshields, Ifthe themes of architecture, lifestyle, hus 


ness, industry, oF sports re too brexul, then refine 





search, Try reflections, windows, eyes, hands, feet, shoes, 






sirplanes. steelvorkers, lo 





vegetables, butterlics, amusement parks, seasons, mues, 














s, parkin 
drs, alleys, teenagers, educa 
ATM machines, 











Perhaps you're beter suited to applying your visual 
























Once you've picked your theme, don't forget to 
back sh 





























the elements of design ling, shape, foam, texture, pat 


hal may appear to 
be a cule image of 
parakeets is actually 





meant to convey the 
of indifference. With my 
tripod, | zoomed the lens 10 
160mm, filing the frome 
with the five parakeets and 
also recording my wish thot 





not turn around o face me 


pons 
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auction stopping. 50 
additive colors, 76 
available light 
color of, 136-137 
¿econ o, 56,57, 5, 134-135 
overcast and rainy days, 84, 131, 
138-141 
quality of, 130 
at sunrise, 132 


background 
converging lines, 101 
in environmental portraits, 25 
‘muted, 37, 39, 41, 103 
‘out-of-focus, 32, 43, 114, 119 








black, in monochromatic images, M4 
bullseye effect, 127 


centered subject, 127 
Cloning tool, 120, 148 
close-focus feature, 32, 38, 42 
close-up filters, 43 
close-up lens, 4245 
color 
additive and subtractive, 76 
in design, 77-85 
‘of light, 130 
messages and meanings of, 76-77 
color contrast, 82 
‘color wheel, 77 
‘composition 
diagonal lines, 102-103 
edges, defined, 108 
filling the frame, 88-91, 126 
frame within a frame, 23, 104-109 
Golden Section (proportion), 92 
horizontal es. vertical, 110-113, 
‘manipulation of subject matter, 
118-122 
Picture wihin a picture, 14-417 
ul breaking, 101, 125-127 
See also design, elements of; Rule 
Of Thirds 
creativity, defined, 10-11 
cropping 
in-camera, 90, 110, 11, 120 
wih side mask, 119 
curvilinear lines, 50, 52 


depth, üusion of, 19 
‘epithe preview bution, 90 
design, elements of, 49 

color, 77-85 

form, 58-61 

line, 50-54 

pattern, 68-75 

shape, 56-57 

texture, 62-67 
diagonal lines, 50, 51, 53, 54, 102, 103 
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digital photography 
LCD screen, 120 
(photo imaging software), 
120, 145, 146-151 
pros and cons of, 144-145, 
zoom range, 36 


edges, defined, 108 
environmental portraits, 23-29 
(extension bes, 38,43 

eye evel viewpoint, 19, 2, 39, 65, 114 


filing the frame, 88-91, 126 

filter effects, in Photoshop, 146 

fers, 43, 140 

fish-eye lens, 24-25 

foreground frame, 104-109 

form, in design, $8-61 

frame-within-atrame composition, 23, 
104-109 

frondighting, 6, 134, 136 


Golden Section, 92 
gray, in monochromatic images, #4 


handholding, 37, 

high viewpoint, 24, 30, 40, 41, 54,70, 
71,72,98 

horizon line, 94-97, 98, 125 

horizontal composition, 110, 111, 112 

horizontal lines, 52, 53, 54 

Hye/Saturation tool, 148 


aged lines, 50 


lenses, viewpoint of, 14-17 
faheye lens, 24-25 
macro (closeup) lens, 42-45 
street zooms, 16, 26-33, 
telephoto lens, 34-41 
wide-angle Jens, 19-23 

Might. Sov available light 

line in design 
curvilinear, 50, 52 
diagonals, 50, 51, 53, S4, 102, 103 
horizontals, 52,53, 54 

low viewpoint, 17, 22.23, 154 


‘macro (close-focus) feature, 32, 38, 42 
macro lens, 42-45, 78 
smacro-telephoto lens, 78 

model release, 27 

monochromatic images, 84 
monopod, 37 


natural light. See available 
normal lens, 14 ES 


‘overcast day, light of, 84 
Paintbrush tool, 150 
Parallel lines, 52 


pae 
in design, 68-75 
disropung, 71, 72, 126 
photography career, staring in, 155-159 
Photoshop (phoke-maging software), 
120,185, 146-151 
porto, 156 
Portis 
environmental, 28-29 
Fuke of Thirds, 100-10) 
‘with set zooms, 27, 28 
ih wideangle Jens, 25 
primary calors, 76-77 
Proportion, 92 


rainy day, light of, 138-141 
rightthird rule, 100-101 
Rule of Thirds 
grid, 93 
horizon line, 94-97, 125 
without horizon line, 99 
right-third placement, 100-101 


S curve, 52 
selfreinvention, 155 
shadows, 58 
shape, in design, 56-57 
shutter speed 
‘action stopping, 80 
for tripod use, 37 
sidelighting, 58, 61, 134, 136 
silhouettes, 56, 57 
stock agencies, 156 
storytelling imagery, 18-19 
street zooms, 16, 26-33 
subject placement, Ser Rule of Thirds 
subtractive colors, 76, 77 
sunrise, 132, 136 
‘sunset, 26, 57, 136 


telephoto lens, 3441 
macro, 78 

texture, in design, 62-67 

themes, choosing, 158-159 

tripod, 36, 37, 75 


venical composition, 110, 111, 113 
viewfinder 

cropping in, 90 

Rule of Thirds and, 93 
viewpoint. See lenses, viewpoint of 
visual problem-solving, 155, 159 


‘white, in monochromatic images, #4 
wide-angle lens, 18-23 


Winer snow scenes, 84 


‘zoom lens, 10 
lose-focus feature, 32, 38, 42 
“street zooms, 16, 2633 
telephoto, 35-36 
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